A significant new development in the field of Indian family and kinship, and one which has so far barely been addressed in the sociology of India, is the internationalisation of the middle-class family. This paper analyses two popular Hindi films of the mid-1990s, Dilwale dulhania le jayenge (DDLJ) 
, that base themselves on modem Indian novels. 'Anticipating scepticism on the part of some colleagues', Madan contended that the novelists might be likened to 'highly motivated informants', and the novels themselves conceived as 'first or second order interpretations of socio-cultural reality which provide invaluable insights into the moral perplexities that a people experience' (1987: 5) . In a similar vein, writers on Indian popular cinema have proposed that these films tap into, play on, and ultimately resolve through a variety of narratival strategies the concerns, anxieties and moral dilemmas of the everyday life of Indian citizens (e.g., Chakravarty 1996: 16, 99, 132, 210; Dickey 1993 Dickey : ch. 8, 1996 ; Kakar 1981 Kakar , 1989 3; Nandy 1995; Prasad 1998: 97, 163 ; Thomas 1996, etc.) . Focussed particularly on the relations of the sexes, relations within the family, and the relations between social classes, popular cinema constructs an 'ideal moral universe' that is intrinsically-if not always explicitly-connected with ideas about tradition and nation (Thomas 1996: 160) .
The two popular films taken up for discussion here, DDLJ and Pardes, elaborate certain dilemmas of moral choice that resonate profoundly in contemporary Indian society. These dilemmas are of two kinds, interwoven in and through the cinematic narrative. The first is the conflict between individual desire and social norms and expectations in respect of marriage choice; one could call it the animating logic of south Asian romance (cf. Uberoi 1997) . Its felicitous solution in both these films is the contemporary ideal of 'arranged love marriage', that is, a style of matchmaking whereby a romantic choice already made is endorsed, post facto, by parental approval and treated thereafter like an 'arranged marriage'. The second is the contradiction between transnational location and the retention of Indian identity. To this latter problem, as I will show here, the two films provide contrasting solutions, notwithstanding their superficial resemblances..
In their address to these two moral dilemmas, DDIJ and Pardes touch upon practical questions which have been of some interest to sociologists of Indian family and kinship. On the one hand, many sociologists had expected that the modernisation of Indian society would undermine the practice of 'arranged marriage', both by encouraging an individualistic ethos and by subverting the rules of endogamy that have sustained both communal separatism and the hierarchical 1 I have elaborated elsewhere on the concept of 'arranged love marriage' (see Uberoi n.d. [a] and n.d. [b] ), the ideal solution to the conflict of 'arranged' versus 'love' marriage, obedience to social norms versus individual freedom of choice. In the latter paper (n.d. [b] ), I have specified two different forms of 'arranged love marriage': (i) where a romantic choice is subsequently endorsed by parental approval (as in the case of DDLJ ); and (ii) where a couple proceed to 'fall in love' after the parentally arranged match (a variation on 'post-marital romance' [see Singh and Uberoi 1994] ). system of caste in south Asia (see, e.g., Shah 1998: ch. 8 So long as the diaspora was constituted largely of the descendants of indentured labour in the ex-colonies, of farmers and lumberjacks in Canada, or-by the'60s-of working-class immigrants in Britain, the diaspora could be both out of sight and, mostly, out of mind. But with professional middle-class emigration in the '70s and '80s, and the Indian community's attainment of a 'model minority' status in the North American context, the diaspora could no longer be ignored. Simultaneously, a new role was discovered for emigrant Indians as patriotic investors in their country's future.
The less-than-satisfactory outcome of the investment incentives for NonResident Indians (NRIS) has by now somewhat impugned their patriotism, which was in any case compromised by the decision to emigrate to greener pastures rather than serving the homeland, as well as by the association of some of them 2 There is a rapidly growing literature on aspects of the family life of emigr&eacute; Indians in UK and North America and other diasporic destinations, particularly from feminist and social work perspectives (see, e.g., Bhattacharjee 1992 ; and references in Bharat and Desai 1995: 65-72) . However, studies of the family in India have barely registered this development. This asymmetry may be seen as an aspect of a larger phenomenon. That is, while much attention has been focussed on the 'nostalgia' of diasporic peoples for the imagined homeland (see, e.g., Appadurai 1997), the complementary opposite, that is, the longing for translocation/transnationality and the visualising of family dispersion, have received little attention. An exception here is Leela Gulati's book (1993) on the effects on families of workingclass male out-migration to the Gulf. Indian migration to the Gulf represents a peculiar case, however. Since only certain classes of workers have been permitted to take their families along with them, this migration is unlikely to result in permanent settlement. The sense of 'Indianness' of the Indian diasporic community in the Gulf might also be inflected by the fact that a large proportion of such workers have been Muslims. See also Naveed-I-Rahat 1990. 3 I am aware that there is a 'politics' involved in the use of the term 'diaspora' for persons of Indian origin settled abroad (see, e.g., Nadarajah n.d.; Rayaprol 1997: 4; also Jain, this Thomas 1985 Thomas , 1996 Vasudevan 1995 (Mohamed 1996a (Mohamed 1996a (Chatterjee 1996) . Close observers have noted some minor differences in the producers' promotional strategies, reflecting on the slightly different (home-grown or cosmopolitan) audiences they were presumed to be aiming at; but this may be making rather a fine point of things (see Doraiswamy 1996) . Gupta 1996) . That is, the songs and dances that are an almost obligatory ingredient in commercial Hindi cinema appear to blend more 'naturally' into the film narrative.
On a more critical note, it is obvious that both films endorse glamorous lifestyles, and effortless and guiltless consumption (see Bharucha 1995; also But, as already noted, Raj declines to run away with Simran and insists he must win her father's approval. In so doing, he identifies with patriarchal authority, with the 'law' of the father, and distances himself from the socially subversive and sentimental complicity of mother and daughter.
Comment
In the subtext of DDLJ, when women speak, it is to criticise a culture of kinship in which there is no space or time when they can legitimately be the subjects of their own desire and destiny: they are first daughters, then daughters-in-law, the objects of exchange between men. At the same time, when they sacrifice their personal desires, it is not seen as an assertion of individual agency, but simply as recognition of the fact that they have 'no option' in a situation which is inherently unjust.
The position is different for men. When faced with a conflict between individual desire and conformity to social values, they may choose to sacrifice the former, but this exercise of agency is ultimately ennobling, not diminishing. The happy ending that can result from the resolution of this conflict-parental endorsement of a romantic relationship-is for them at once an affirmation of individual agency and a consummation of desire. For women, the resolution of the crisis is just 'good luck'. As Kajol acknowledged, Simran was simply luckier than most other girls, than Indian girls in real life: She gave in to the system; yet she was happily able to achieve the object of her desire. (Mohamed 1996a 35 On the function of the characteristically 'mediating' role of the hero/heroine figure of popular Hindi films, see Thomas 1996. 36 From the publicity posters for Subhash Ghai's Pardes (1997 The new social contract that Indian Independence brought into being a halfcentury ago has now to be renegotiated in a globalised environment.
